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Mr Vice-Chancel lor Colleagues, Ladies and Gentleman.
Drama is one of the most rewarding disciplines, entailing 
literary, historical and aesthetic aspects as well as allowing 
for practical productive creativity. With the rewards come the 
risks of public scrutiny. I once mentioned to a Vice-Chance11or 
that it was sad when a successful play, which I had directed, 
closed after only a few performances. He looked thoughtful for a 
moment and then replied, "Yes, but what about your failures?" 
For reducing the risks and increasing the chance of rewards I 
would like to thank the administrators of Rhodes University for 
their support, financial and personal, especially Professor 
Michael Whisson, Dean of Arts. I would also like to pay tribute 
to Professor Guy Butler, the distinguished founder of the Drama 
Department twenty four years ago, and in particular I owe a debt 
of gratitude to Miss Beth Dickerson and Miss Jane Osborne for 
their support and guidance. They have been the foundation of the 
department for many years, and numerous now famous graduates are 
testimony to their ability.
In the renowned speech by Hamlet to the players, 
Shakespeare calls for the actor to:
Suit the action to the word, the word to the action, 
with this special observance, that you o'erstep not the 
modesty of nature: for anything so o'erdone is from the
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purpose of playing, whose end both at the first and 
now, was and is, to hold as 'twere the mirror up to 
nature to show virtue her own feature, scorn her own 
image, and the very age and body of time his form and 
pressure." 1
Shakespeare is calling for a sense of realistic truth 
from the actors, truth about society, character and 
relationships. In the almost four hundred years since 
Shakespeare gave his advice it has become even more pertinent 
with the development of realistic plays in the middle of the 
nineteenth century and naturalism at the end of that century. If 
we agree with Shakespeare, that drama draws from, and reflects 
on, actuality, then the criteria for analyzing a play must be 
tested by reference to experience. To understand drama we must 
study the "drama" of actual life, and our concepts should then be 
based on a consistent theory of personality and social dynamics.
Confronted with directing and acting in Anton Chekov's 
naturalistic plays Constantin Stanislavski (1863— 1938) was the 
first to emphasize that the director and actor must base a 
characters personality on a skilled observance of reality, that 
there should be an inner psychological justification for every 
thing done on stage, that if the actor is not merely to play 
himself he must define and act out the characters motivations. 
In an article on "Stanislavski and Freud" in the Tulane Drama
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Review John J . Sullivan indicts the intellectuals of the theatre 
because they have not done for "our time what Stanislavski did 
for his time - the translation into acting terms of current 
concepts of psychology." 2 Most psychological concepts, however 
have not been easily adapted to dramatic analysis due to their 
abstract nature, their complexity and their emphasis on the 
pathological mentality. Most psychological journals are filled 
with case studies of interesting, but pathological, patients, 
whose history gives us little help in the analysis of ‘'normal" 
dramatic characters. What is needed is a comprehensive 
psychological theory which adequately describes not only abnormal 
behaviour, but which also helps us toward an understanding of the 
psychological make-up of normal characters and of the 
interactions between characters. We must, as Donald Freed writes 
in his Freud and Stanislavski, "ask the question of the depth 
psychologist, 'what's going on here?'" 3
The most common acting approach, the Stanislavski system, 
is not only overly time-consuming but the interpretation of 
character is based upon personal intuition. Stanislavski advises 
an actor, faced with an unfamiliar dramatic situation, to 
recollect some analogous situation in his own life and then to 
recreate his remembered feelings on stage. During the 
performance, the actor cannot always be certain that this will 
happen spontaneously. Other elements of the Stanislavski method 
are notoriously difficult to apply effectively and are
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questionable as to their psychological validity. Indeed, 
Stanislavski, although his ideas are helpful, has not provided a 
completely adequate psychology for acting or for analyzing a 
script. 4
Stanislavski was born in i860 just four years after 
Sigmund Freud and they died within one year of each other, 
Stanislavski in 1938 and Freud in 1939. Freud was one of the 
first to postulate that a tragic life script or role could be 
likened to a theatrical script.
Based on these Freudian concepts, Ernest Jones' classic, 
Hamlet and Oedipus. views Hamlet as the victim of an Oedipal 
complex, and T. S. Elliot agrees that Hamlet's powerful feelings 
about his mother are the “objective correlative" of the play. 5 
Lord Lawrence Olivier's brilliant portrayal of Hamlet was based 
on this Oedipal concept. Although I agree with their 
interpretation I still found it was not specific enough for line 
by line interpretation when I acted the role of Hamlet. Even 
plays, such as Eugene O'Neills Mourning Becomes Electra. based 
directly on Freudian principles, are not easily mounted as 
immediate stage performances, using Freudian concepts 
exclusively.
The problem with the theories of Freud, Jung, Adler, 
Perks, Reich, Rogers, Rank, Fromm, Hommey, and others is that
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although they are helpful In the general formulation of a 
character, they have the defect of not helping in the selection 
of specific line by line readings and are too general for 
specific character building.
A theory of personality and group dynamics which is 
stated in common sense terms and which allows a meaningful 
dialogue between critic, director and actor is a necessity. 
Actors have to fully understand a character's motives and 
defensives, their related gestures and expressions and their 
inter— relationships with other characters, before they can "be" 
the character. Thus the value and usefulness of an applicable 
systematic theory of the mind and its workings, in practical 
terms, is self-evident.
The theory which most closely meets all the above criteria 
was developed in the early i960's by Dr Eric Berne (1910— 1970). 
The system is called Transactional Analysis (TA) and is a theory 
of personality, group dynamics and psychotherapy. It is an 
empirical theory, a practical, "here and now" system developed 
through observation, experiment, listening to people in 
individual and group therapy and through seminar discussions. 
Like the theories of Freud and Stanislavski it is an "open" 
system and is still developing. It is uniquely precise and 
concise and allows a communicability of those truths which are 
clearly felt but only partially or fuzzily expressed by
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novelists, poets, and dramatists.
Eric Berne earned his M.D. at McGill University, did his 
psychiatric residence at Yale University School of Medicine, was 
an American army psychiatrist during the Second World War and 
practiced psycho-analysis in San Francisco and Carmel, California 
until his death in 1970. He developed Transactional Analysis out 
of his dissatisfaction with the slowness of psychoanalysis as 
therapy. He has published extensively and his Games People Play 
made him world famous. There are now about 15 000 therapists 
practising Transactional Analysis in over 30 countries and it is 
taught at more than 1500 Universities.
The embryo of T.A. developed when Berne was treating a 
successful courtroom lawyer of repute. Berne tells the following 
story:
An eight year old boy, vacationing at a ranch in his 
cowboy suit, helped the hired man unsaddle a horse.
When they finished, the hired man said: "Thanks,
cowpoke! ", to which his assistant answered: "I'm not 
really a cowpoke, I'm just a little boy."
The patient then remarked: "That's just the way I feel.
I'm not really a lawyer, I am just a little boy." 6
This lead Berne to formulate the concept of Parent, Adult
8
and Child ago states which he called structural analysis.
All of us in all of our waking lives are in one or 
another of three possible ego states. These are not roles, but 
different real parts of our being. Nor are they synonyms or near 
synonyms for the psychoanalytic Superego, Ego and Id, which are 
concepts that refer to forces in the unconscious. Ego states, 
are phenomenological realities - that is observable states of 
being — and are all contained within the (psychoanalytic) Ego. 
They are all conscious or pre-conscious - that is either actually 
in awareness or accessible to awareness. Existenially we switch 
from one of these states of being to another throughout our 
lives, hour by hour, minute by minute, second by second. They 
are called Parent, Adult, and Child and are represented by
CHILD
C
9Broadly speaking, the Parent believes, the Adult thinks 
and the Child feels. All ego states have equal value in the 
personality, and a healthy personality chooses at any moment the 
most appropriate to the given situation. But many people 
maintain an ego state even when it is not appropriate to the 
circumstances, especially in plays where it leads to dramatic 
confrontations. The ego states are not related to age and even 
very young children can reason or show prejudice and many old 
people are childlike or childish. Of great importance to 
theatrical analysis is that each ego state is accompanied by 
appropriate gestures, postures, voice tone, emphasis and 
attitude, thus assisting an actor to play the role once the ego 
state is chosen.
The Parent ego state contains our taught concepts of 
life, as each person has unique parent figures, so each has a 
unique Parent ego state. The Parent ego state is also developed 
by cultural influences and continues to change, to some extent, 
throughout life. This ego state is outwardly expressed towards 
others in prejudicial, critical or nurturing behaviour.
A few notable examples of characters with predominantly 
prejudicial Parent ego states are Torvald Helmer in Hendrick 
Iben's A Doll House. Reverend Morrell in George Bernard Shaw's
Candida. Willie Loman in Arthur Miller's Death of a Salesman and
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Pozzo in Samuel Beckett's Waiting of Godot. These characters -
like dozens of others in part or whole, in numerous plays ~ 
respond to other characters in a stereotyped automatic fashion. 
They are self-righteous, dogmatic and overbearing. They are 
always using words like should/shouldn't , must/mustn't , 
a 1ways/never, right/wrong.
Shaw described Morrell as able to lecture people.... to 
impose his authority on them .... and to interfere in their 
business.... vain of his powers and unconsciously pleased with 
himself." 7 Throughout the play, irrespective of how shaken he 
may be, Morrell's excluding Parent is in control. His
explanation of what he has to offer his wife is stated in Parent 
terms.
"Morrell: I have nothing to offer you but my strength for your 
defence, my honesty of purpose for your surety, my 
ability and industry for your livelihood, and my 
authority and position for your dignity. That is all 
it becomes a man to offer a woman." 8
When faced with acting this role, as a rather young man,
by adopting an authoritarian tone, folded arms and pointing 
finger, I managed to make the role believable.
Torvald Helmer treats his wife like a child, hence the
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title A Doll's House. He is overbearingly self righteous, and 
his insistence on "this is the way things are" behaviour drives 
his wife away when he refuses to treat her like an adult. He is 
full of prohibitive statements, but as they are syntonic with his 
Victorian cultural environment they could be accepted as rational 
by an audience at the time of the play's original production, 
thus giving rise to the outrage expressed when Nora leaves her 
husband when the play first opened in 1879.
Willie Loman, in Death of a Salesman like many others 
with fixed racial, religious or nationalistic Parental beliefs 
has learned his Parental attitude from his parents, his older 
brother and his society. He believes in the American dream of 
being "well liked" and being a "successful wealthy salesman". He 
hope hundreds will come to his funeral to mourn him. But 
Willie's dream is a nightmare. He alienates everyone by playing 
Parental psychological games, and he is a man, as his son Buff 
says, who "does not know himself." 9 In spite of all 
contradictory evidence he is fixated in his belief and finally 
commits suicide to prove he was right, going to his death "filled 
with joy and exultation". 10 His son, Happy, is becoming just 
like him, for, as Berne notes, "games are passed on from 
generation to generation." 11 Berne also notes that there is a 
tendency for people to marry people who play the same games 12 
and Miller describes Linda Loman as a "pale shadow of Willie, 
sharing the same longings as Willie." 13 This gives us a guide
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to a mode for acting Linda.
A final example of a powerful parent ego is Pozzo in 
Waiting for Godot. 14 He is a ringmaster, he wields a whip, he 
orders other around, his conversation is filled with trite 
phrases and prejudice.
"Pozzo: The road is free to all, its a disgrace." 15
He is bothered with professional worries, he fusses over 
particulars of behaviour (like sitting down), he is the master 
of Lucky, a worker and intellectual, whom he feels should be 
kicked out but in the "goodness" of his heart he is selling Lucky 
instead. But he really feels that the best thing would be to 
kill all intellectuals and workers. Pozzo wants no questions 
about time, he relies on his watch, suffers when it is lost and 
he lives day by day. He eats and drinks well, others get the 
bones. His only philosophy is "on"
Vladimer: "What do you feel when you fall far from help?"
Pozzo: "We wait till we can get up. Then we go on. Oni" 16
Adults only go "on" when circumstances warrant. The 
child only goes "on" when inclined or forced.
Although Pozzo is joyless, domineering, selfish,
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opinionated and cruel, his courage and pragmatic Parent attitude 
(like an officer marching headlong into battle) make him somewhat 
admirable. His self-assured, no nonsense approach to life is 
best shown in his final speech. Even after he is blind he forges 
on.
Pozzo: (suddenly furious): "Have you not done tormenting me with
your accursed time! It's abominable! When! When! .... 
One day is that not enough for you, one day he went dumb, 
one day I went blind, one day we'll go deaf, one day we were 
born, one day we shall die, the same day, the same second, 
is that no enough for you? (calmer) They give birth astride 
the grave, the light gleams an instance, then its night once 
more. On." 17
As Pozzo is a Parent, Lucky in the same play is always in 
an Adult ego state. The adult ego state is concerned with the 
collecting and processing of data and the estimating of 
probabilities as a basis for action. It organizing information, 
is adaptable, and functions by testing reality and computing it 
dispassionately. It becomes differentiated some time between one 
and three years of age. The voice of the Adult is even and calm, 
the gestures open, the expression thoughtful and alert, the 
posture erect.
Lucky, as an Adult, works, minds his own business, he
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does not want others to interfere with him, his intellectual 
reasoning brings fear to Pozzo, Vladimir and Estragon. He knows 
his duties, he responds when ordered, he tries his best. He 
works because he wants to, the rope around his neck gives him 
meaning, and when Pozzo is blind he places the rope back in 
Pozzo's hand.
Perhaps the perfect example of a dramatic character with 
a total adult ego state is Mr Spock in Star Wars. In hundreds of 
T.V. episodes and three films he never shows emotion, hardly 
changes expression, always calculates coldly. He is so much like 
a computer that he is only half human and comes from an 
intellectual race of pure Adults.
Characters who cannot free themselves from an Adult ego 
state evoke sympathy as they are incapable of passionate belief, 
nor can they have fun. They lack spontaneity and autonomy.
Two such characters are Crocker-Harris in Terence 
Rattigan's The Browning Version and Dr Dysart in Peter Schaffers 
Equ u s .
Brocher— Harris is a classical scholar, a humorless, 
pedantic schoolmaster, feared by bis students who have nicknamed 
him the "Himler of the Upper Fifth". He never complains, is 
utterly reasonable in the face of unjustly being fired without a
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pension, by a self-satisfied patronising headmaster. He knows of 
his wife's faithlessness and bitterness towards him but he finds 
Adult reasons for forgiving her, reasoning that his own lack of 
warmth has frustrated her. The Adult Ego State, Berne says has 
its abilities and drawbacks. It has allowed Crocker— Harris to do 
brilliant work on the school timetable but he cannot, like Mr 
Spock, appreciate jokes because he takes statements too 
literally. When the headmaster comments on his "heroic battle" 
with the "soul destroying lower fifth", he replies.
Andrew: "I have not found that my soul has been destroyed by
the lower fifth, headmaster.
Frobisher: I was joking, of-course 
Andrew: Oh, I see." 18
When his wife's current lover asks him how he could 
remain friends with him knowing about the affair, he replies
Andrew: "If I ceased to be friends with my wife's lovers, I
would have no friends at all." 19
He is without envy, is honest, hardworking and punctual, perhaps 
this is why we can feel closer to him than to a Willie Loman or a 
Pozzo, why we can sympathize with "poor old, Crock".
The brilliant play Eq u u s  is not primarily about the boy
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Alan Strang, who stabs the eyes out of six horses, but about the 
psychiatrist, Dr Dysart, who envys the boy his passion, a boy 
who can ride a horse at midnight, ride until he has an orgasm. 
The boy has pain, but he also has passion and worship and Dysart 
can feel neither. Dysart states his own case perfectly.
Dysart: " You see .... I,m all reined up in old language and old
assumptions, straining to jump clean—hoofed on to a 
whole new track of being I only suspect is there. I 
can't see it, because my educated average head is being 
held at the wrong angle. In a way, it has nothing to 
do with this boy.  The doubts have been there for 
years, piling up steadily in this dreary place." 20
And, on his interest in ancient Greek culture ...
"Three weeks a year in the Peleponnese, every bed 
booked in advance, every meal paid for by vouchers, 
cautious jaunts in hired Fiats, suitcase crammed with 
Kao-Pectate. In the morning I put away my books on the 
cultural shelf, close up the Kodachrome snaps of Mount 
Olympus, touch my reproduction statue of Dionysus, and 
go off to hospital to treat him for insanity." 21
Only once does Dysart decathect his Adult and lose his 
temper with Alan, but then he is immediately ashamed. There is
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tragedy in Crocker— Harris and Dysart because they cannot be 
prejudiced and assured, nor can they be passionate and 
spontaneously fun loving, they are trapped in an Adult ego state.
"All three ego states of the personality have a high 
survival and living value," says Berne, "and it is only when 
one of them disturbs the healthy balance, and becomes overly 
fixed in one aspect that problems arise." 22
Drama abounds with characters, perhaps because they are 
more interesting, who predominantly react archaically in a Child 
ego state to situations.
The Child ego state contains our natural feelings, needs 
and impulses. In our child we cry when we are miserable, laugh 
when happy, we are demanding, self-centered, loving, spontaneous, 
compliant, rebellious, uninhibited, honest and lovable. In a 
Child ego state people are free, loud, energetic, whiney, 
excited, pleading. The body language is uninhibited, loose, 
open. For this lecture I will examine, as we did with Parent and 
Adult, only a character who predominantly or exclusively reacts 
from a Child ego state.
One of the most famous examples of a natural child is the 
character Billy Budd by Herman Melville, adapted as a play and 
also made into a film. 23 Billy's story is again one of tragic
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failure, not because he has a nervous stutter, but rather brought 
about by the fact that he is a naive, compliant, innocent, 
natural child. Billy has not had much opportunity to develop 
his Parent and Adult ego's as he does not remember his parents, 
he has no experience except the sea, and the Captain under whom 
he served was distant, and "looked fierce" but was a "kindly old 
bloke". 24 Billy is purely innocent, physically powerful and 
brilliantly intuitive. He sees and hears and feels with the 
delight of an innocent child. Unfortunately he is faced with the 
First Mate, Claggert, who also functions mainly from a Child ego 
state, but one of inferiority, self-hate and vindictive 
brutality. Claggert's life script will lead inevitably to his 
murder as he drives and dares the men to kill him. Their hatred 
justifies his brutality. When Billy tells Claggert that he seems 
sad, Claggert answers that he has another feeling, "like ... 
pleasure. That's it. I can feel it now looking at you. A
certain ... pleasure." 25 Outside of Claggert all the men love 
Billy for his honesty and generous attitude. But Billy is naive, 
he cannot understand mocking or cruel comments. Like Dr. Dysart 
he is aware that he has a problem but he doesn't know how to, or 
cannot, change.
Billy: "Oh, I've got no education, I know that. There must be
a lot of things a man misses when he's ignorant. But 
learning's hard. Must be sort of lonely, too." 26
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Billy is continually unable to comprehend.
Claggert: "Have you no heart for terror, fellow? You've seen 
this stick in use. Have you not got sense and spleen 
and liver enough to be scared, even to be cowardly?
Billy:
Claggert: 
Billy:
Claggert:
No, sir. I guess not. I like talking to you, sir. 
But please, sir, tell me something.
I wonder if I can. well, ask it.
Why do you want us to believe you are cruel, and not 
like everybody else.
I think you are the only child alive who would not 
understand if I explained, or else you'd not believe 
it." 27
In the end Billy strikes Claggert out of extreme 
childish rage, and Claggert dies triumphantly. The captain says 
to Billy, "and when you are on the hanging mainguard, think of 
me, and pray for those who must make choices."
Neither Billy nor Claggert could make choices, that is 
why one is dead and the other is about to die.
Structural ego analysis is an important aid in helping 
the director and actor subtext the psychology of a character, but 
structural analysis is only the first step in elucidation of a
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play. After structural analysis comes transactional analysis. 
To do justice to an analysis of a text a critic must consider the 
transactions between characters.
A transaction is a unit of social intercourse When two 
people meet transactions occur between them. The Parent, Adult 
and Child in one person, responds, verbally and/or physically 
with the Parent, Adult or Child in another person. There is 
stimulus and a response. Since either person may be in any one 
of three ego states and address any of the three ego states of 
the other, there are nine possibilities for any single 
transaction. Transactions may be complementary, crossed or 
u 1terior. An example of a complementary transaction could be 
Adult to Adult as in Waitina for Godot.
Vladimir Estragon
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Vladimir: Did you ever read the Bible?
Estragon: The Bible... (he reflects) I must have taken a look at
it. 28
In complementary transactions persons give and receive 
responses that are expected and appropriate. In crossed
transactions unexpected responses are given, resulting in a 
failure of communication or someone feelings misunderstood or 
hurt or angry as in the famous opening scene of King Lear. Lear 
speaks as a benevolent Parent to his daughters and Goneril and 
Regan respond in a stereotypica1ly obedient Child ego state, but 
Cordelia responds not as a Child but as an Adult and the 
transaction is crossed leaving Lear hurt and angry.
In ulterior transactions on the social level one
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transaction appears to be taking place, but a nonverbal hidden 
more powerful transaction is covertly occurring. In the 
seduction scene in Othello (Act III scene iii) Othello and Iago 
appear to be carrying on a conversation about Desdemona on an
Adult to Adult level, but covertly the vindictive and cunning
Child of Iago is tormenting the naive and suspicious Child of
Othello.
Iago: Did Michael Cassia, when you wooed by Lady, know of 
your love?
Othello: He did, from the first to last. Why dost thou 
ask?
Iago: But for the satisfaction of my thought, no further 
harm.
Othello: Why thy thought, Iago?
Iago: I did not think he had been acquainted with her
Othello: 0, yes, and went between us oft.
Iago: Indeed
Othello: Indeed! Ay. Indeed, discern' st thou aught in that? 29
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Below is a diagram of the Iago-Othel1o ulterior transaction.
Iago Othello
Berne's classic example of the ulterior transaction is:
Cowboy: "Come and see the barn."
Visitors "I've loved barns ever since I was a little girl." 30
After the various ego states and transactions of each of 
the characters have been analysed other elements of T.A. must 
still be considered. Due to time limitations I will discuss them 
very succintly.
"The eternal problem of human beings," Berne argues, "is how to
structure our waking hours". 31 In real life and in plays there 
are six ways to structure time. Withdrawal. to run away,
rituals such as greetings pastimes watching television
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playing cards, playing sports, activities (work), These four 
highly stylised forms of time structuring contain little risk of 
rejection for people and characters, as they are basically boring 
and appear briefly, or not at all in plays. The other two ways 
of structuring time are intimacy. which are transaction of total 
honesty and total vulnerability which is rare and short-lived in 
plays and life, but it is of utmost importance to find these 
revealing moments in a play, when characters fully communicate 
and reveal themselves.
Finally we structure time through psychological games, 
which are destructive, repetitious ulterior transactions, like 
the Iago-O thello transaction; involving deception, self- 
deception, half— truth, distortion of facts. Berne tells us that: 
“This is the stuff of which dramas, in life or theatre, are made 
and the audience senses it intuitively." 32
Everyone plays games and they are the primary 
transactions in theatrical plays. Scores of games have been 
described. As games have a specific structure they are ideal for 
subtexting characters behaviour. When directing Tennessee 
Williams' A Street Car Named Desire, I undertook a careful 
analysis of Blanche Dubois' many games which clarified the text 
and allowed the actress a specific and precise method of becoming 
Blanche. Blanche plays some of the most universal games such as, 
"See what You Made me Do," "If it Weren't for You", "Sweetheart,"
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(where you can insult someone and get away with it by adding 
"Sweetheart or old buddy"). She undresses where four rough men 
can see her, playing "Stocking" and she plays "Let you and him 
Fight" between Mitch and Stanley. She also plays "Aint it Awful 
Nowadays" "Alcoholic" and "Blemish", (an attack on other people) 
when she refers to Stanley as Polack and an Ape. But Blanche is 
raped, the third degree antithesis to the teasing game "Rapo" and 
ends up in the mental hospital where she has been heading for 
many years. The Blanche games are over. The men are playing 
cards and the last line in the play is Stanley's: "This game is 
seven-card stud". 33 The stud wins out.
Also helpful for character analysis are the OK life 
Positions. I'm Ok - You're Ok (Billy Budd), I'm not Ok — You're 
Ok (Claggert), I'm Ok - You're not Ok (Willie Loman, Pozzo), 
I'm not Ok - You're not Ok (the suicidal violent world of Hamlet 
and Iago).
The final aspect of Transactional Analysis of use to 
theatre practioners is script analysis which is an analysis of 
life dramas that people, usually without awareness, act out 
compulsively. These scripts, like those of stage plays, contain 
not only the themes, but also the roles they expect to play, the 
dramatic action, climax and denouement. A script is essentially 
a blueprint of a life course. There are banal scripts where 
people live ordinary lives, waiting for Santa Claus, like winning
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the Irish Sweepstakes, or waiting for Rigor Mortis. Since these 
lives are ones of quiet despair, outside of a few plays by 
playwrights like Chekhov, these characters don't appear very 
often. A perfect example of a banal life script would be that of 
Ivan Ilych where Leo Tolstoy describes Ilych's script as: "The 
story of Ivan Ilych's life was of the simplest, most ordinary and 
therefore most terrible." 34
Some people live healthy, happy, successful scripts and 
not too many of these characters appear in plays either, but 
another type of common script is the trag ic script which follows 
Aristotle's principle of prologue, climax and catastrophe as in 
Oedipus Rex.
In summary; by examining what a character says, what 
others say about him, what he does, his education, his socio­
economic background, what he thinks, how he dresses and 
functions, how and when he dies, who comes to his funeral, and 
numerous other aspects from a long check list given by Berne, we 
can ascertain the ego states, the transactions, the method of 
time structuring, the type of games, the Ok positions, and 
finally the basic script, all of which will assist an actor to 
play the character.
This methodology does not distinguish "good" from "bad" 
drama. I do not claim that it is the only relevant theory
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applicable to dramatic analysis. The questions which the study 
of drama raise are such that no one discipline can hope to answer 
all of them, but Transactional Analysis is possibly the best 
theory now available for use in subtext analysis as a guide to 
production of performance.
In my opening remarks I quoted Hamlets advice to "hold as 'twere 
the mirror up to nature", but by becoming, or role playing, a 
part, one can, through ego state analysis, heed other advice from 
Hamlet:
"Assume a virtue ..... for use almost can change the stamp of
nature, 35
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